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III 
GARNAVAL 

ROBERT  ALEXANDER  SCHUMANN 

Opus  9 


The  Carnaval  depicts  a  street  procession  pre- 
ceding a  masked  ball.  The  Preamble  is  supposed 
to  be  played  by  the  band  at  the  head  of  the  col- 
umn. The  tone  of  the  whole  party  is  one  of  ex- 
citement which  borders  upon  the  hilarious.  The 
movements  which  follow  represent  a  number  of 
the  masked  principals  in  ^I.  parade.  The  com- 
poser has  paid  a  very  great  compliment  to  his 
hearers  in  that  he  has  expected  them  to  appre- 
ciate upon  first  hearing  this  long  series  of  tone 
pictures  as  readily  as  he  himself  was  able  to  do 
after  the  months  required  to  prepare  it.  The 
following  explanation  of  the  Carnaval  is  given  to 
acquaint  the  student  with  the  original  aims  of  the 
composer  regarding  this  work. 

In  approaching  this  masterpiece  of  tonal  deline- 
ation, it  is  necessary-  to  recognize  and  become  ac- 
quainted with  the  real  Robert  Schumann.  In  this 
opus  9,  "Miniature  Scenes  of  a  Carnival,"  neither 
technical  nor  concert  problems  are  the  chief  con- 
cern; rather  is  it  the  true  spiritual  self  of  the  com- 
poser that  is  translated.  Only  if  this  poetic, 
imaginative  Schumann  be  revealed  and  sympa- 
thetically understood,  will  the  Carnival,  in  all  its 
wealth  of  pictorial,  literary  and  sound  imagery 
be  re-created  by  the  interpreter. 

The  objective,  technical  self  of  the  composer 
is  brought  out  in  the  Toccata,  opus  7,  and  in  tran- 
scriptions of  the  Paganini  Etudes  opus  10,  while 
his.  most  intimate,  emotional  and  intellectual 
traits  and  characteristics  are  transmuted  into  tone 
in  the  beautiful  "Davidsbiindler,"  opus  6,  the 
Phantasie-stiicken,  opus  12,  the  Scenes  from 
Childhood,  opus  15,  the  Krelsleriana,  opus  16, 
and  the  Papillons,  those  beautiful  and  difficult 
trifles  to  which  the  Carnaval  forms  an  elaborated 
sequence. 

Schumann's  recognition  of  the  duality  of  his 
nature,  his  decided  intellectuality  coupled  with 
deep  poetic  feeling,  are  exihibited  in  every  line  of 
this  highly  romantic  composition.  He  did  not  in- 
sert the  titles  and  inscriptions  until  after  writing 
the  musical  scenes,  rather  objecting  to  the  empha- 
sis upon  their  programmatic  character  as  appear- 
ing perhaps  too  theatrical.     However,  it  is  es- 


sential that  through  them,  as  well  as  through  the 
musical  picture  itself,  the  student  should  prepare 
his  interpretation  of  the  whole,  for  Schumann's 
compositions  are  more  or  less  suggested  by  mo- 
tives and  remote  associations  not  at  once  apparent 
or  intelligent  to  player  or  public. 

The  work  now  under  consideration  is  based  al- 
most entirely  upon  the  musical  letters,  S-C-H-A. 
In  German  nomenclature  this  is  writen  Es,  C,  H, 
A,  and  when  this  is  transposed  it  spells  A-S-C-H, 
the  birthplace  of  Ernestine  von  Fricken,  a  dear 
friend  of  Schumann.  This  throws  light  on  the 
riddle  of  the  "Sphinxes,"  found  in  one  of  the  tone 
pictures,  ^nd  also  explains  the  "Dancing  Letters" 
as  they  play  merrily  about  in  another  scene. 

Imagine  the  gayest  of  fetes.  Upon  a  stage  prepared  by 
brilliant  lighting  and  perfect  appointments  enter  Pierrot  and 
Harlequin,  both  conventional  characters  in  old  French  and 
Italian  pantomime.  Picture,  mentally,  ''Pierrot,"  as  a  cross 
between  a  fool  and  our  ingenu,  in  his  loose  flopping  clothes, 
all  of  white,  with  bis  face  whitened  and  his  moral  sense 
blackened;  and  more  significance  can  then  be  given  his  tonal 
reflection.  Harlequin,  the  tlown  and  servant  of  Pantalon, 
the  old  man,  capers  about;  then  after  his  portrait  is  tonally 
etched,   he    unites   with   Pierrot   in    a    "Valse    Noble." 

The  tender  and  mild  self,  as  well  as  the  fantastic,  impetuous 
alter  ego  of  Schumann,  is  presented  under  the  titles  of  "Euse- 
bius"  and  "Florestan,"  titles  be  assumed  when  living  and 
writing  under  the  respective  moods  symbolized  by  these  names. 
Follows  then  the  bewitching  "Coquette"  and  the  languishing 
entreaties  of  the  lover  [Replique]. 

Suddenly  the  Papillons  [Butterflies]  flit  about,  and  the  letters 
"A-S-C-H"  dance  like  snowflakes  in  the  sun.  "Chiarina" 
(Clara  Vl'ieck,  who  afterwards  became  the  wife  of  Schumann) 
and  "Estrella"  (Ernestine  von  Fricken)  are  next  represented, 
with  "Chopin"  between  them  to  calm  their  ardor. 

These  are  followed  by  a  short  scene  of  recognition,  "Recon- 
naissance," which  leads  to  the  entrance  of  "Pantalon  and  Col- 
ombine"  and  their  dance,  a  charming  "Valse  Allemande"  into 
which  the  fiery  "Paganini"  leaps  and  darts,  almost  ruining  the 
Allemande,  but  which  is  finally  resumed  and  at  iti  close  intro- 
duces "Aveu,"   a  very  gentle  but  heartfelt  confession  of  love. 

AH  the  couples  now  stand  united  and,  with  masks  off, 
"Promenade"  in  festal  spirit.  During  a  "Pause"  the  dancers 
take  sides  and  prepare  for  the  fight  of  the  Progressives  upon 
the  Conservatives.  The  "March  of  David's  band  against  the 
Philistines"  is  on  and  the  Philistines  shout  the  old  song,  "Grand- 
father wedded  my  grandmother  dear,  so  grandfather  then  was 
a  bridegroom  I  fear."  The  champions  of  progress  and  idealism 
upheld  by  popular  approval  at  last  are  victorious  and  the 
let-things-be-as-they-are  faction  is  completely  routed.  This 
stirring  scene  is  the  climax  of  the  Carnaval  and  its  close  as 
well.  The  highly  imaginative  spirit  of  these  scenes  must  be 
sensed  by  the  student  who  would  make  real  this  series  of  tonal 
tableaux. 

This  style  of  detached  writing  permits  of  much 
freedom  in  the  fixing  of  initial  tempi  as  well  as 
necessitating    frequent   changes    and   gradations. 
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The  ringing  and  maestoso  spirit  of  the  Introduc- 
tion (Preambule)  should  be  brought  out.  Ob- 
serve the  differences  between  the  unaccented 
counts  in  certain  measures,  such  as,  for  example, 
the  first  two,  where  the  up-beat  is  first  an  eighth, 
then  a  sixteenth  note. 

Use  a  high,  firm  hand  on  the  fortissimo 
chords,  with  vigorous  attack  through  shoulder 
and  arm.  Italicize  the  upper  voices  for  bril- 
liancy, and  accent  the  upper  tone  of  all  broken 
chords.  Slow  practice,  the  hands  treated  separ- 
ately, is  the  surest  and  shortest  road  to  mechan- 
ical mastery  of  every  difficulty. 

The  fingering  given  may  seem  strange  at  first,  but  if  thor- 
oughly studied  and  applied  it  will  prove  its  value,  since  it  has 
been  found  to  meet  the  demands  of  clarity,  velocity  arid  force, 
especially  in  such  figure-playing  as,  for  example,  those  follow- 
ing the  second  double-bar.  See  to  it  that  the  increased  tempo 
from  quasi  maestoso  to  presto  is  gradually  felt  and  that  the 
closing  presto  is  not  finger-blurred.  Observe  that  the  seventh 
measure  of  the  Presto  is  a  measure  of  four-four  time.  This  and 
the  following  measure,  which  completes  the  eight-measure 
period,  should  be  regarded  as  a  single  measure  of  seven-four. 

"Pierrot"  is  the  clown  at  the  head  of  the  pro- 
cession. This  tone-picture  calls  for  special  atten- 
tion to  slurred-staccato  Octave  playing.  This 
should  be  perfected  by  slow  practice  of  Octaves  in 
scale  progressions,  using  full  down-arm  stroke  on 
each  key,  and  releasing  it  by  a  conscious,  slow 
up-arm  movement.  Listen  for  the  slight  detach- 
ment of  the  Octaves;  strive  for  contrast  between 
this  semi-legato  {slurred-staccato)  touch  and  the 
pure  legato  figure  of  three  notes  so  often  re- 
peated. "Pierrot"  is  particularly  the  type  of  piece 
to  "think  through,"  and  by  means  of  highly  vital- 
ized fingertips,  shade  every  melodic  curve.  As 
one  last  word,  remember  that  the  tempo  is  MOD- 
ERATO,  and  the  measure  signature  TWO-FOUR; 
the  speed  should  be  about  112  quarter  notes  to 
the  minute. 

In  "Arlequin,"  set  the  tempo  at  88  dotted-half 
notes  to  the  minute,  and  study  to  attain  this  ve- 
locity only  through  light,  accurate  and  SLOW  prac- 
tice. In  the  longer  skips  use  the  side  of  the  finger 
for  the  upper  note.  The  student  may  find  it  help- 
ful to  repeat  aloud  the  name  of  the  note  in  pre- 
paring the  passage.  Remember  that  over-empha- 
sis on  the  marked  accents,  even  though  they  repre- 
sent another  buffoon  cracking  a  whip  in  the  face 
of  the  bystanders,  is  neither  wise  nor  necessary 
under  the  conditions  of  tempo  and  relative  dy- 
namics here  revealed. 

The  "Valse  Noble,"  supposed  tor -be  played  by 
the  band,  at  some  distance  away,  requires  per- 
fected legato   Octaves.     Arm  wdlght  should  be 


used  and  especial  emphasis  must  be  given  to  the 
upper  voice  In  the  first  eight  measures.  The  left- 
hand  part  of  the  waltz  also  is  deceitful  as  to  diffi- 
culty and  value.  Neither  element  should  be  un- 
derestimated. The  tempo  should  be  maintained 
through  the  middle  section,  but  the  mood  may  be 
altered  to  one  of  grace  and  charm. 

This  and  the  following  movement  represent 
two  imaginative  creations:  Schumann's  names  for 
his  separate  personalities.  Prepare  for  the  ultra- 
legato  of  "Euseblus"  by  practice  In  over-lapping 
legatissimo,  with  hands  slightly  flattened,  finger- 
tips close  to  keys,  and  arm-weight  evenly  distrib- 
uted. In  the  Octaves,  a  pivot  should  be  made  of 
the  central  and  sustained  note,  and  the  large  curve 
of  the  groups  of  sevens  be  retained  by  giving  to 
each  tone  its  full  value.  The  mood  Is  Introspec- 
tive and  gentle,  though  for  the  sake  of  contrast 
the  tension  is  heightened  after  the  second  double- 
bar.  An  expressive  tonal  delivery  of  the  phrase 
should  be  deemed  a  sufficient  reflection  of  one's 
own  emotion,  avoiding  an  exaggerated  adagio 
which  would  tend  only  to  sentimentality. 

In  "Florestan,"  live  finger-tips  but  little  arm- 
weight  should  be  used,  except  as  the  up-arm  and 
down-arm  Impulses  are  required  In  the  Schu- 
mannesque  accents.  The  reminiscence  of  the 
"Papillons"  In  ascending  Octaves  may,  at  Its  first 
appearance,  be  treated  legato  If  so  desired.  A 
moderate  use  of  the  Damper  Pedal  Is  Indicated, 
but  to  be  applied  only  after  lightness  and  clarity 
are  attained.  Its  effect  in  the  closing  four  meas- 
ures will  be  cumulative,  and  should  take  the  place 
of  too  great  severity  of  key-stroke. 

"Coquette,"  presented  as  the  eternal  feminine 
type,  demands  slow  work  in  light,  well-defined, 
hand-phrasing;  as  such  It  is  a  practice  formula  of 
great  worth.  The  motive  of  two  notes,  In  Oc- 
taves and  fortissimo,  should  not  be  over  accented. 
The  theme  should  be  handled  very  freely,  slightly 
slower  than  the  three  introductory  measures.  The 
slight  accelerandos  indicated  In  the  right-hand 
figures,  should  result  from  the  natural  "swell" 
In  their  dynamic  lines.  Seek  for  contrasts  which 
are  relative  to' the  character  of  the  mood-picture, 
and  imbue  the  finished  performance  with  elegance 
and  consciousness  of  grace. 

"Replique"  is  something  of  an  answer  to  the 
preceding  movement.  It  should  be  played  with 
a  conversation  In  mind,  and  as  If  it  were  a  lover's 
pleading.  As  such  It  would  naturally  be  more 
languishing  than  the  reply  of  "Coquette."  The 
juxtaposition  of  passages  for  arm-weight  against 
those  for  light  hand-phrasing,  gives  to  this  minia- 
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ture  much  technical  value.  The  Insertion  of  the 
"Sphinxes"  is  merely  a  jest  in  the  form  of  a 
riddle.  Usually  the  Sphinxes  are  not  played,  but 
this  is  entirely  a  matter  of  personal  choice,  and 
there  seems  to  be  no  reason  why  they  should  not. 
The  student  may  experiment  with  them,  testing 
their  effect  when  played  with  the  right  hand  at  the 
register  written,  third  finger  on  each  note  and  the 
left  hand  in  Octaves,  an  Octave  lower.  One's 
own  imagination  should  be  the  guide  as  to  how 
long  the  notes  are  held,  and  the  dynamics — try 
everything  from  f  to  pp  and  adopt  what  seems 
suitable.  Possibly  the  composer  desired  a  large, 
but  vague  and  mysterious  effect  of  this  kind,  as  if 
one  were  going  through  a  long  hall,  seeing  beauti- 
ful pictures  on  every  side,  then  suddenly  turning  a 
corner  and  coming  upon  these  three  huge,  inscrut- 
able statues. 

"Paplllons"  is  used  in  a  metaphorical  sense, 
applying  to  the  maskers.  It  should  be  approached 
through  slow,  clear-cut  phrase  and  section  reiter- 
ations. In  the  practice  period  the  phrased  figures 
of  two  notes  are  to  be  exaggerated  in  enunciation, 
and  the  whole  sketched  at  both  high  speed  and 
temperature,  so  to  speak. 

Extreme  lightness  with  steadiness  is  the  charac- 
teristic to  be  technically  mastered  in  "Lettres 
Dansantes"  and  very  little  use  of  the  Damper 
Pedal  is  desirable.  This  movement  may  be  taken 
to  depict  roguish  dancers  holding  up  high  letters 
during  their  antics. 

Observe  that  "Chiarina" — the  Italian  name  for 
Clara — is  marked  passionata  and  by  the  rise  and 
fall  of  the  dynamic  outline  this  message  can  be 
conveyed  without  losing  control  of  the  rhythmic 
outline.  The  left  hand  should  first  be  studied 
alone,  marking  the  accents  and  bringing  out  the 
sonority  of  the  chord  which  results  from  the  first 
and  second  quarter  notes  in  each  measure.  It 
should  be  said  that  Schumann  was  betrothed  to 
Clara  Wieck  at  the  time  this  work  was  composed. 

In  "Chopin"  is  found  a  very  valuable  study  in 
legatissimo.  This  should  be  played  with  a  sing- 
ing tone,  the  melody  supported  by  a  rising  and 
falling  background  of  repressed  intensity.  The 
Damper  Pedal,  if  properly  used,  will  fuse  and 
lend  atmosphere  to  this  movement.  This  section 
is  the  composer's  compliment  to  his  friend,  who 
excelled  all  other  composers  in  writing  nocturnes, 
in  which  style  this  number  is  composed.  If  the 
repeat  is  observed,  give  the  Piece  an  entirely  dif- 
ferent reading  the  second  time.  To  the  student 
familiar  with  the  styles  of  Chopin  and  Schumann 
this  will  afford  an  opportunity  of  interpreting  the 


same  piece  as  though  it  were  written  Ry  two  dif- 
ferent composers — both  can  be  illust.ated  in  such 
a  double  reading. 

Aside  from  a  forceful  delivery  of  the  theme 
in  Octaves,  "Estrella"  presents  opportunities  for 
left-hand  practice  in  accents  and  shading,  two  ele- 
ments which  should  not  be  neglected.  The  ac- 
cented third  count  in  the  right-hand  part,  after 
piii  presto,  should  be  produced  through  arm  im- 
pulse, and  the  half  note  to  which  it  is  tied  should 
be  instantly  and  cleanly  released  upon  the  second 
count  of  the  measure.  The  final  four  measures 
may  be  felt  as  calling  for  greater  life  and  buoy- 
ance,  following  the  later  interpretation  of  Clara 
Wieck  Schumann,  herself  a  great  pianist,  and  to 
whose  championship  is  largely  due  the  final  recog- 
nition of  the  value  of  Schumann's  piano  works. 
The  romantic  name  "Estrella" — a  "star" — was 
one  applied  to  his  intimate  friend,  Ernestine  von 
Fricken. 

A  splendid  Octave  study  is  found  in  "Recon- 
naissance." The  right-hand  figure  should  be  prac- 
ticed with  each  hand  in  all  Keys,  in  varying  gra- 
dations of  tempi  and  touch  force.  A  light  thumb 
is  indispensable  and  the  hand  should  pivot  lightly 
on  the  upper  note  of  the  Octave. 

Strive  for  pronounced  staccato  effects  in  the 
repeated  notes,  maintaining  a  steady  and  well- 
defined  rhythmic  figure  in  the  left  hand.  This 
movement  depicts  the  happy,  joyous  recognition 
of  qijasked  friends  and  the  merriment  which  fol- 
lows. It  should  not  convey  the  spirit  of  the  Con- 
cert Etude.  As  relaxation  of  mind  and  body  are 
even  more  difficult  of  accomplishment  during  pub- 
lic performance,  the  student  of  such  a  problem 
as  is  presented  in  "Reconnaissance"  should  not  be 
content  with  his  control  or  endurance  until  he  can, 
in  practice  a^d  without  a  stop,  play  this  or  any 
similar  piece  requiring  prolonged  repetitions  in 
expanded  hand  position,  over  and  over  again,  and 
without  hesitancy. 

Begin  the  separate  hand  practice  of  "Pantalon 
et  Colombine."  sweetheart  buffoons,  with  a  slow 
but  incisive  h3.nd-staccato,  and  as  the  indicated 
tempo  is  approached  more  and  more  finger-i;ac- 
cato  is  required,  preserving,  however,  the  re- 
sult of  a  free  wrist  throughout  the  finger  work. 
A  quiet  finger  legato,  close  to  the  keys,  should  be 
worked  out  from  slow  to  fast  in  the  meno  presto 
section,  and  ven,'  little  Damper  Pedal  used.  The 
una  corda  effect  is  properly  used  on  the  closing 
pianissimo  chords  which  in  tempo  should  be 
played  presto.  The  three  measures  preceding  the 
end,  should  be  closely  bound  in  voice  and  phrase. 
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The  treatment  of  the  problems  in  the  "Valse 
Allemande"  and  in  "Paganini"  have  been  pre- 
viously touched  upon.  The  former  is  played  by 
the  band;  the  latter  is  a  reference  to  the  famous 
violinist.  It  only  remams  to  be  said  of  the  latter, 
that  accuracy,  independence  of  arm  and  hand 
movement,  and  velocity,  all  of  which,  in  imitation 
of  Paganini's  bowing,  should  be  cultivated,  along 
with  a  certain  abandon  which  towards  the  close 
becomes  almost  ferocious.  Achievement  of  tech- 
nical mastery  of  these  problems  is  a  goal,  the 
road  to  which  must  be  securely  and  smoothly 
paved  by  unwearying,  slow  practice,  each  hand 
separately.  On  a  grand  piaiio  a  unique  and 
beautiful  effect  can  be  obtained  at  the  close  of  this 
number,  just  before  the  return  of  the  Valse  AUe- 
mand,  thus :  play  the  four  sforzato  strokes  with 
the  utmost  ferocity,  holding  them  with  the 
Damper  Pedal,  and  before  releasing  the  Pedal, 
press  down  the  ppp  Dominant  Seventh  chord  with- 
out sounding,  hold  it,  then  release  the  Pedal.  If 
skilfully  done  a  most  ethereal  effect  will  result,  as 
though  the  re-entrance  of  the  Waltz  were  an- 
nounced from  afar. 

Familiar  problems  greet  us  in  "Aveu,"  which 
means  a  "confession,"  or  more  strictly  an  avowal 
of  love.  The  particular  difficulty  of  this  move- 
ment is  to  combine  simplicity  with  warmth.  Such 
combination  can  be  hastened  only  by  a  sympa- 
thetic reaction  to  the  evident  poetical  meaning  of 
the  text,  and  by  refining  the  quality  and  quantity 
of  eacl;i  one  in  the  fire  of  intensive  listening  and 
self-criticism. 

The  technical  requisites  of  the  "Promenade," 
another  fragment  from  the  band,  are  an  accurate 
and  steady  left  hand,  legato  and  semi-legato  Oc- 
taves in  the  right  hand,  together  with  command 
of  the  dynamic  and  color  outlines  in  both  hands. 
The  moving  voice  should  stand  out  by  finger  fix- 
ation and  tip  consciousness.  Use  as  free  an  up- 
and-down  arm-movement  upon  each  semi-legato 
Octave  as  the  tempo  pernjits,  and  in  so  doing  keep 
the  tips  of  the  fingers  close  to  the  keys.  In  this 
way  one  avoids  the  percussive  effect  noticeable  in 
non-legato  Octaves.  In  the  third  and  fourth 
measures,  and  similar  places,  the  motive  in  small 
notes  should  be  "  whispered  in  one's  ear;"  it  is 
music  in  parentheses,  so  to  speak. 

In  such  miniature  whirlwinds  of  tone  as  the 
"Pause,"  too  great  care  in  perfecting  the  fingering 
cannot  possibly  be  taken.  It  is  far  from  a  quiet 
"pause"  in  the  proceedings,  but  rather  one  of 
ominous  warning  of  impending  combat.  Here 
again,  one  must  discipline  the  left  hand  in  accu- 


rate striking,  spacing  and  accentuation.  For 
practice  divide  the  movement  into  phrase  groups, 
and  not  until  at  least  the  seventh  day  of  work 
thereon,  should  one  permit  anything  approaching 
excess  of  velocity. 

The  "March  of  David's  Band  Against  the 
Philistines,"  demands  nearly  all  of  one's  mental 
and  physical  assets :  a  rhythmic  heart,  a  clear, 
tone-thinking  head,  and  the  ability  to  govern 
muscular  and  nervous  tensions.  The  problems  in- 
volved have  been  briefly  considered,  but  further 
emphasis  may  be  given  to  certain  helps  toward 
the  mastery  of  this  powerful  Finale.  Like  the 
"Mastersingers  of  Nuremburg,"  by  Wagner,  this 
movement  represents  the  differences  of  opinion 
between  composers  of  the  older  classical  and  the 
new  romantic  schools. 

A  shoulder  and  body  impulse  should  be  di- 
rected through  the  arm  upon  the  heavy  chords. 
The  bringing  out  the  middle  note  between  the 
Octaves — and  other  intervals  as  well — requires 
slow  exercises  in  which  that  note  is  firmly  struck, 
alone  and  in  advance  of  the  Octave,  as  if  it  were 
a  Grace  note.  The  student  should  listen  carefully 
for  the  inside  voices,  to  give  them  both  promi- 
nence and  continuity.  For  brilliancy,  the  highest 
voice  must  be  emphasized;  for  sonority  and  rich- 
ness, the  lower  voices.  It  is  necessary  to  use  an 
up-arm  lifting  touch  for  such  accents  as  occur  on 
the  first  quarter  note  in  the  fourth  meausre,  after 
the  vivo.  Quick  and  life-giving  advantage  must 
be  taken  of  such  episodes  as  those  marked  animato 
and  animato  molto,  relaxing  body  and  arm  ten- 
sion, and  making  of  these  moments  breathing 
places  in  which  to  repair  and  prepare  the  playing 
mechanism.  Feel  the  interval  or  chord  in  the 
hand  before  playing  It,  and  in  such  passages  as 
those  at  the  close,  mold  the  hand  and  fingers  to  fit 
invariably  the  spacing  demanded. 

After  practising  for  a  week  or  two  with  con- 
centrated mind  upon  a  portion  or  portions  of  the 
Carnaval,  it  is  well  to  drop  them  for  a  time, 
returning  to  them  when  refreshed;  then  attack 
them  anew.  In  exactly  the  same  manner  as  in  the 
beginning.  Through  rest  and  forgetfulness  of 
fears — or  perhaps  even  tears — many  passages 
which  formerly  seemed  discouragingly  difficult  if 
not  quite  unattainable,  finally  are  found  quite  easv 
of  accomplishment. 

Schumann  makes  many  demands  upon  the  re- 
sourcefulness and  versatility  of  the  player,  but 
there  is  no  composer  for  the  piano  who  rewards 
the  serious  student  with  higher  or  healthier  ex- 
periences of  beauty. 
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UNIVERSITY  SCHUMANN:  Carnaval  ARTIST  GRADE 

COURSE  CHAPTER  III 

CHAPTER  EXAMINATION 

1.     What  is  the  Carnaval  intended  to  describe? 


2.     Upon  what  musical  letters  is  the  work  based?     What  is  the  musical  application  of  S? 
of  H? 


3.     What  two  names  did  Schumann  use  to  indicate  his  two  separate  personalities? 


4.     Who  are  represented  by  the  names  Estrella  and  Chiarina? 


S.     What  is  meant  by  David's  Band?     Philistines? 


6.     Give  a  concise  statement  of  the  application  of  the  titles  of  the  various  sections :  as  Pan- 
talon  et  Colombine,  Papillons,  Chopin,  Paganini,  Aveu,  etc. 


7.     What  psychological  portrayals  is  the  Carnaval  supposed  to  contain? 


8.     To  what  extent  can  the  music  of  Schumann  be  considered  programmatic? 


9.     Why  is  Schumann  said  to  belong  to  the  Romantic  School? 


10.     What  other  compositions  do  you  know,  wherein  the  theme  is  based  upon  the  letters  of 
a  word  or  of  a  name? 
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